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BAJIEPHMI TEPJIOBHH 


VALERIY GERLOVIN 


«MbI cTapaeMcs CJleJOBaTb HalliMM YyBCTBaM, a He MHCTMHKTAM; CJIe]OBATb HH- 
TeJWIEKTY, a He YYBCTBaM, CJIeJOBATb MHTYUUMM, a He MHTeNWIeKTy. ITO npouecc 
NOWCKa apTUKYJIALMM {YW Cpej[d MHOXKeCTBa UyecC> — 3BYYHT HECKOJIbKO 3a- 
TajOuHO, MOUTH 930TepM4eCKM, HO MMeHHO Tak Pumma u Banepun Tepnosunsl 
ONMCHIBaIOT CBOIO HOBelLy!o padoty Perhappiness, rye COMOCTABJIAIOTCA CIOBAa 
perhaps (B03MOxHO) u happiness (cuacTbe). Porxkjjaemble MOf, 3HaKOM MapajiOK- 
ca, padoTbl 9TUX ABYX XyO2KHUKOB NpOcTupaloTca OT MHCTAaJWIALMM oO Hepcpop- 
MaHCca, BU3yaJIbBHOl Nos3uu U cboTorpacdun. V1 cama ux %xW3Hb OTMeYeHA MOCTO- 
sHHBbIMU TepeMeHaMu. B 1970-x OHV ObIIM YaCTbIO MOCKOBCKOLO aHjleprpayH]- 
HOrO aBaHrapjla, a 3aTeM, B 1980, oHv OCTaBHJIM penpeccuBHbIi Mup CoBeTcKoit 
Poccuu u nepeexamm B CIA. Onu Obi Ten10 BCTpeYeHbI MUpOM 3alasHoro 
UCKYCCTBA, UX padorl cpa3y %*Ke NOABMJIMCh B 9KCHO3MUMAX MHOXKECTBA My3eeB, 
BkHOUad UnKarckuu MucturyT uckycctTs, HoBoopsieaHcKuH My3ei uckyccTsa, 
TeIbaBuBcKuM My3eit uckyccrs, ToKMMcKu CrommuHbii My3ei cbororpadun 





Alncunabona Pocku (Gigliola Foschi) 


“We tend to follow our feelings, not our instincts; to follow the mind, not 
feelings; to follow intuition, not the mind. Amidst myriad wonders, it is 
a process of finding the articulation of the soul” —somewhat mysterious, 
almost esoteric, this is how Rimma Gerlovina and Valeriy Gerlovin describe 
their most recent work, “Perhappiness” in which the words “perhaps” 
and “happiness” are juxtaposed. Born under the sign of paradox, the 
works of these two artists have ranged from installation to performance, 
visual poetry and photography. Their very lives have been marked by 
change. After having been part of the Moscow avant-garde underground 
art movement in the 1970s, in 1980 these two artists left the repressive 
world of Soviet Russia to live in the United States. They received a warm 
welcome from the western art world and their works were immediately 
shown in numerous museums, including the Art Institute of Chicago, the 
New Orleans Museum of Art, the Tel Aviv Museum of Art, the Tokyo 
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Valeriy Gerlovin 


Rimma Gerlovina, 


B yqoOHOM nomeijeHuu rasepeu JIu3b1 Cerru Ha Mapumiann-Beit B CKort- 
celine, Apuw3oua, c 1986 Lr. BbICTAaBJIAIOTCA XXMBOIMCh, CKYJIbITYpbl, (po- 
TOrpacbun, WHCTAIIALMM, MpOBOATCA MepcpopMaHcsl. 

Kak BbI BcTpeTHMcb c PummMon u Banepuem Tepnosnnsimn? VM no- 
YeMY BbI PeWIMJIM MpeCTaBLATb Hx? 

A ysuyena padots! Tepnosuna MHOrO JIeT Ha3ajj — He MOMHIO, re TOUHO. 
OyHakKo, MoxeTe ce6e MpejICTaBUTb, BO MH OCTaJIOCb «MepcdpopMaHcHoe» 
OuyueHve OT H300paxxeHun 1990-x. Mbi Tora ycTaHOBMJIM Heke CBs3H, 
HO (pOpMasIbHOe COTpyJHHYeCTBO HayasIn JIMLIb Mapy JeT Ha3zaji, IpOCMo- 
TpeB HEKOTOPble U3 UX HOBbIX paOor. Hac oyeHb pajlyrOT Halli OTHOLLIC- 
Hua! 

Kaxkabii xy02%xKHUK OCOGeHHBIM, OHH, KOHEYHO, TOxKe. UTo OHM 3a 
moqu? UTo B HHX JJeMCTBMTeIbHO YHUKaIbHO? 








TepoBuHbI — UCTHHHbIe XyO2XHUKH. OHH OCTPOYMHbI VM 4YYBCTBCHHBI, U 
TOJIbKO CaMV OHH 3HAaIOT, Ile pOxaroTcsA UX paoorsl. 

Kak ny6smuka BocnpHHsana BbIcTaBky? UTo B ux doTrorpadusax Gosb- 
me BCeroO HPaBHJIOCb JOM? 

IlyOnuka 3aMHTpuroBana Ux padotramu. Bac mpecmeyyeT B3rsiay, PHMMBI; 
padorsl rry6oKo urpuBst. Hloy Oby10 O4eHb ycrelHBIM. 

Uro JIu3a Cerru jyMaeT 0 COBPpeMeHHOM MCKYCCTBEe, HW Kak 3TO Tepe- 
qaéTcs B OOCTaHOBKe rajepen? 

TpyfHO onvicaTb BCIO WMpoTy paOoT, KOTOpble MHe MHTepecHbI MH MHTepecHbl 
JWIA 9KCNOSMUMM, HO MHE CKa3aJIN, YTO 3/IeCCb ECTb <HUTb». A eLlé KTO-TO CKa3ail, 
YTO B IeJIOM NOKa3aHHble padoTb! Ob «CIOKOMHbIMU, HO HeEOTpa3MbIMM»>. 
KakosbI Ball miaHbl Ha Oy qyuee? 

MbI TouIbKO 4UTO OTMeTHIM 20-sIeTHe JJexTebHOCTH. Ilomarato, MOM MlaHbI 
Ha Oyjlylee — NpoxUTb ewyé 20 eT u flake Sombie, U3y4ad MUp Yepe3s 
UCKYCCTBO. 
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Valeriy Gerlovin 


Rimma Gerlovina, 
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u ap. B AMepuke OHM CO3aJIM pajl CKyJIBITYp, HO B NepBy!O OYepesb Cocpejo- 
TOUWIMCh Ha Cepuu choTopaoorT, KoTOpble Ha3BasIM «cpoTormMdamu» (OyKBalIb- 
HO — «pe3b6a CBeTOM», OT rpeyecKoro “phos—photos” — cet, u “glyphe” — 
BbIpe3aTb), B KOTOPbIX OHM B OCHOBHOM UCTOJIb30BaJIM KPYIHbIe IlaHbl CO CJ10- 
BaMM WM KpWNTOrpaMMaMHu, aHaJIOrMUHbIMU rpaBlopaM, YTO MbI HaXOJMM UM B UX 
camMou mocieyqHei paSote Perhappiness. Pumma Tepnosuna c eé JIMHHbIMH, 
BOJIHMCTbIMH, 3MeALIMMUCA BOJIOCaMU, KOTOpbIe MoryT TpaHccpopMupoBaTbCA B 
OecnopsJOUHble, COOMASHUTEJIBHbIC, MOKAAHHbIC SIEMCHTHI, MOUTH BCera ABIIA- 
eTCA TepovHen TOM J[BYCMBICJICHHOM MW MpOHMUHOM cep u300paxKeHni. «Bo- 
JIOCbI — 9TO CaMbIli OpraHV4HbI MaTepHasl, KOTOPbIli HaXOJUTCA MIpsaAMO TO/ py- 
KOM UW pacTéT Ha COOCTBeHHOM rouoBe. Marepuan sToT yOOHbIM, NojaTIMBEIM 
WU TOBOpUT CaM 3a CeOA — 9TO CaMad JIyUlad TKaHb Ha MlaTbe. Bomocbl — He 
TOJIbKO CaMbIi HaTyPaJIbHbIM Hapa] M3 aPXeTUMMYECKOLO apceHalla, OHM OTHO- 
CATCA K TOM MOJe, KOTOpad HUKOr\a He BbIXOAUT U3 MO/{bI. OHM CIly2KaT HaM VL 
OpAMHapHON Ofer Ol, U BlactHUUeH, Kak Ip NOkadHAX. 

Tlockombky MbI pad6oTaeM C KOHUeNTaMM BHEBPeMCHHOLO NOpsj{Ka, Mbl CIesLyeM 
UX NpaBliaM, KOTOpble TpeOy!0T UCHOsIL30BaHUA TAKOFO Ke MUGONOrMyeCcKOro 
MaTepWaJia U MeTacbOpHyeckUX MPHHUMNOB NOYXOfa», OObACHAIOT XyO2XKHUKU. 
Y cKOpeHHbIe PUTMbI COBPeMEHHOM 2KU3HH He BXOJAT BUX CboTorpacun; Halipo- 
TUB, OHM KaXKYTCA CHMBOJIMYECKUMU paOoTaMH, NO/[BeLIeHHbIMM Mexkjly MUq)OM 
VW YOMOPOM, WIM MUCTUIUM3MOM VM 9KCUCHTPHYeCKUM CHMBOJIM3MOM. 

Ha ono chororpacbun MbI BuyMwM PumMMy yBuIeyéHHOM asIXMMMUeCKMMH KOJI- 
Oamu; Kak YaposeiiKa, OHA UTpaeT C AMIOM (CHMBOJIOM W3HauasIbHOrO CeMeHH, 
COJIHa Hi JIyHbI, a TAKKe NOCse/{Hero NpwuacTus), Ha [pyro — ova “v300paxka- 
eT romosy cB. Moanua-Kpecturtesa, slexallly!0 Ha BOJIOCAHOM OJIEO]Ie. 








Metropolitan Museum of Photography, as well as others. In America they 
created a number of sculptures, but they concentrated primarily on a series 
of photographic works they called “photoglyphs” (literally, light etchings, 
from the Greek “phos-photos” = light and “glyphé” = to etch) in which 
they used principally close-ups with words and cryptographs similar to 
etchings, which are also found in their most recent work, “Perhappiness”. 
Ambiguous and ironic, this latest series of images almost always features 
Rimma Gerlovina as their subject with her long, wavy, serpentine hair 
with the ability to be transformed into an unsettling, seductive, penitential 
element. “Hair is an organic material that is often what is closest at-hand 
(and on the head). In technical terms, it is an easy, compact and self- 
sufficient way to dress a woman. It is the most natural clothing, the most 
archetypical style that never goes out of fashion. We can use it both as a 
type of pseudo-clothing as well as a hair shirt for penitence. 

Because we tend to create works based on a-temporal concepts, we have 
to follow their rules that require mythological and metaphorical forms to 
be seen,” these two artists explain. 

The fast-paced rhythms of contemporary life are not part of their images 
which, on the contrary, appear as emblematic works suspended between 
myth and humor, or mysticism and eccentric symbolism. 

In one image we find Rimma immersed in alchemist’s vials as, like a 
sorceress, she plays with an egg (symbol of the primordial seed, the sun 
and moon as well as a viaticum for the afterlife), in another portrayed as 
the head of St. John the Baptist lifted on a plate of hair. 
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Rimma Gerlovina, Valeriy Gerlovin, Scholar / Hayunvut compyouux © 2005 
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Rimma Gerlovina, Valeriy Gerlovin, Large Print / 
Kpynuoim wpuqdmom © 2000 








WUurepsBbyw 


PacckaxkuTe, NoxkaslyucTa, 0 TOM, Kak BbI HaYMHAaJIN 3AHMMAaTBCA HCKYC- 
CTBOM B Poccun, M 0 BO3eHCTBUM, KOTOpOe OKa3a10 pyccKoe CaMH3i\a- 
TOBCKOe J[BUDKeHHe Ha Bally padorty. 

Sro Obi cneyuduyeckui nepuog. Mb onucasu ero B CBOeH paHHell KHUre 
«Pycckui Camu3yat Apt», KoTopad BbIlIa B 1986 r., ceMb JIeT CllycTa Mocue 
Hallero OTbe3ja “3 Poccuu. He TombKO MTepaTypa CylecTBOBasla 3a CUET 
«caM-ceOs-3]jaTa», HO MW UCKYCCTBO CaMOYTBEpX/aJIOCb U CAMOCOXPaHAJIOCh 
TAKUM Ke OOpa3s0M: CaMOTEKOM H Camo 110 ceOe. B KOHTeKCTe BCeTO HOH-KOH- 
CPOpMUCTCKOrO JBYDKeHUA CaMu3aT-apT NIpefcTaBJis1 COOOM CHMOM03 KOH- 
UeNTyaIbHOrO UCKYCCTBA, BU3YaJIbHOM MU KOHKPeTHOM 093MM, CaMOj[eJIbHbIX 
KHH Xy/{OX2XHUKOB, JOKYMeHTallMu NepcbopMaxcos VM uHcTasisyun. Tlonyuast 
NOWepXKy UHTeWIMPeHUMU (YTO ABJIAJIOCb HE3HAKOMBIM SIBJICHHeM JIJIA 3alla- 
fla), STOT KOHUeNTyaIbHbIM CaMu3/{aT <HAaCTAaMBaJICA» B TePMeTHYHOM cocyyle 
KYyJIbTYPHOW cpeybI Poccuu, rye cormacHO COBeETCKOM KOHCTUTYLMU AKOObI 
BCE ObIIO paspeLeHO LOPUJIMYeCKH, HO 3allpelljeHO pakTHWYeCKH. 

B 9ToT Nepvoy Halla OcpUuLMasIbHad BbICTABKa ObiJIa ObI HEBO3MO>xKHa. VY] Halli 
Ipy3b U MBI BbICTABJIAJIMCb Ha KBAPTUPHbIX BbICTABKaX, KOTOPbIle B TO BPEMA 
CbyHKUMOHMpOBaJIN NOOOHO HEKOM KyJIbTYPHOM YCTaHOBKe, BEUHO KOHCpsIMK- 
TYFOleH C OcspuMAbHOM COBeTCKOM KyIbTypou. Hexoropoe Bpemsa 110 YeT- 
BepraM y Hac COOMpasIch [[py3bA, KOTOPbIe B CBOLO OYepel{b IIPHBOAWJIM CBO- 
ux [[py3ell; TAKUM OOpa30M Co3{aBaslaCcb Uelb B3AMMOOTHOLUCHHM B He3aBlicH- 
MOM HMcKyccTBe. STO Ob OAMH U3 CMOCOOOB CaMOCOXpaHeHHA B CJIOXKHONO]- 
YMHEHHOM MaTpULe KyJIbTypbl TOTO BpeMeHu. Y Hac B JJOMe YaCTO NpOXosWIM 
YTeCHMA CTABLUMX TeNepb U3BECTHbIMUM MO9STOB, MY3bIKaJIbHbIe Mepc:pOpMaHCcbl 
VW pa3Hble Npouve WiyMHble MepOnpuAaTus, Kak, HallpuMep, rpymioBoe uTenue 
B CTWJIe MajpuranoB PuMMMHbIX NosMcoHWyecKuX 109M. Bcé 9To He TOJILKO 
MellasIO HallM COce/IiM, HO NepvojM4ecKH NPUTArMBasIO MHTepec MVJIMUMU. 
SileCb 3a STUMH [Ipy2KeCKUMU OecesaMH pox asIMcb BCAKMe KpaMOJIbHble We 
BpoOfle NOAFOTOBKU M3jaHHA NepBOro PYCCKOLO XKypHasa 10 HEOCPULMaIbBHOMy 
uckyccTBy <A-A», KOTOpbI NOTOM BBE B Tlapwxe. 

Korga epponelickve UCKYCCTBOBEbI CTaJIM NMpOCcauMBaTbCaA B PYCCKy!O KyJIb- 
TYPHY!0 Cpejly, Mbl UX NpoOBesIM 10 KBapTHpaM WM MaCTepCKMM HallIMx py3eli U 
NOMOrIM COOpaTb MaTepuasibl JIA CbaKTMYECKH NepBOL CTAaTbU Ha Satiajle oO pyc- 
CKOM KOHUenTyasiu3Me B xKypHase Flash Art B 1977 r., wro MW NOTAHYO HUTb K 
BoctouHoesponelickomy BuenHalie, KoTOpoe NpoxosM0 B BeHellM B TOM >Ke 
rogy. Bo Bpema 9Toro COOBITHA Halll MepcbopMaHc «300» (B KOTOPOM MBI CHijjesIM 
OOH@KEHHBIMH B KJIeTKe C Hajmucbio «Homo Sapiens, rpynmia MJleKOnMTalolyuXx, 
caMel] M CaMKa») Nona B (OKyC BHUMaHUA 3alafHO Mpeccbl U Obl UATepripe- 
TMpOBaH KaK CMMBOJI 3ATOUCHMA PyCCKOM KyJIbTypbl. EcrecTBeHHO B pe3yJIbTaTe 
9TOrO ABJICHHA Y HAC BO3HMKJIO MHOrO Tpodsiem c BactamMu. VM koryja PHMMMHBI 
KYOUKU ONATb ObIIM BbICTABJICHbI Ha Cle YIOWeM WHTePpHAaLMOHaJIbHOM Brenua- 
Jie, Ipuuuiia nopa coOupaTp Be. M nocefHad Kalida B STOW UCTOpHu: Halli 
TIPOBO/bI MIPOWWIM B KAKOM-TO J[MKOM BeceJIMM Kak «[lomMHKH 110 PuHHeraHy». 
Ect JM y Bac 110-l1pexKHeMY KPpyYI /[py3eH-Xy02KHHKOB, C KOTOPbIMH BbI 
cnopute 1 OOMeHHBaeTeCh MHEHHAMH? Bcé Tak Ke JIM 3TO BAM BaxKHO? 
Hatt HOBbIM HbIO-MOPKCKUM KpyF JIpy3eH BbICTPOMJICA JJOBOJIBHO ObicTpo. Ilo 
MMJIOCTHBOMY CT€YCHHIO OOCTOATEJIbCTB B MOMCHT Halllero mpve3ya B Hbt0- 
Vopke HaxoyMiach WTalbaHCKad XyOXKHMa M BHB3yalbHas TosTecca Mu- 
pessia BeHTuBOubO; MbI ObIIM 3HAKOMBI C Hell Yepe3 BuenHaste 78, OjHUM 13 
KypaTopoB KOTOporo OHa Oba. Mupesiia NO3HaKOMMIa Hac C HECKOJIBKUMU 
CBOMMM 3HaKOMBIMM; HM 9TOT KPYr CTaJI pa3pacTaTbCs M0 3aKOHAaM LWenHO pe- 
akUM. Bo3MO%KHO, 43-38 CXOXXECTH XapaKTepOB U OOLIHOCTH MHTepecos eé 
3HakoMasl [kun BpayH, KOJWIeKWMOHEp jajav3Ma, CloppeasM3Ma UM CpJOKcy- 
ca, CTajla HallIMM OJ1M3KUM [{pyroM Ha MHOrve rojbl. To xe CaMOe MOXKHO 
cka3aTb 4 0 Mupesse. EcrecTBeHHo, ObWIO MHOFO BCAKUX J[MCKYCCHM VM KOH- 
cbpouTauMii, Xapak TepHBIX JIL MHOTOS3bIUHOM XyOX%KECTBEHHON CpepbI Hpt0- 
Vopxa. Hamm cpaBuurestbHo HeOoubIIMe KOHIeNTYAabHble paoorbl BbIPOCIIM 
B COJIMJHbIC CKYJIITYPbI H axe cbpecKU, KOTOPbIe MBI /les1asIM TIpsiMo Ha CTe- 
Hax Taslepeli. Kak 3aMeTWJI OJMH KPUTHK, KOrJa OH BOLE B Hallly CTy/MIO, 
TlepejjelaHHy!0 V3 IMIpOMbILVIeHHOrO rapaxka, y HeETO BO3HUKJIO OLyIeHHe, 
Kak y AJIMCbI, KoTOpad Yepe3 HOpy Monasia B CTpaHy uysec. 

B To xe BpeMA BMeCTe C TBOPYECKOM CBOOOOL, KOTOPy!O MbI OOpevIM Ha 3a- 
Hlajle, IpOM3OLesI Npouecc HEKOM perpeccuu B COCTOAHMe Xaoca, KOTOPbIii Wa- 
pus B necTpoti cyere xyoxKecTBeHHOM cpepbt Hpr0-Mopxa, KoTOpbiii sABIAeTCA 
KOHIIOMepaTOM BCero YTO He NoMa, U rye BCE CUNTaeTCA HOPMAJIbHbIM, /\axKe 
CaMOe HEHOPMAaJIbHOe. 3/JeCb Mbl COMPWKOCHYJIMCbh C pa3HbIMM CbOpMaMH OT- 
KJIOHCHMM VW TICHXM4eCKUX (pparMeHTallMi, CTOJIKHYJIMCb C TAKUM aTaBucTuye- 
CKMM VHJIMBUJLyaJIM3MOM, KOTOpbI CKOpee MOXHO OXapaKTePH3OBaTb 2KUBOT- 
HbIM 9fOH3M0M. Hecmorps Ha pa3HooOpa3ve XapakTepos, OOJIbIIMHCTBO STO 
OOreMbI BCerO JIMLb MOBTOPAIO Uy2kWe MBICJIM, KOTOpble Obl MpocTo apTu- 
CTHYeCKH CTHM30BaHbI. Kopoue rosops, Hpr0-MopK crumysmposasl 9KcTepria- 
PU3alHto B3AaMMOOTHOLMEHM 3a CHET OOCJHEHHA BHYTPCHHUX LWeHHOCTe. 

Ho ecu OTOABUHYTbCA OT BHELUHUX COObITHH UM 3arIHYTb B MUp TBOPYCCKUX 
we, TO KapruHa MeHseTca. Hale nepesBu>KeHve B NIpOCTpaHCcTBe, Nepee3y, 





Interview 

Can you please tell us more about your early approach to the Arts in 
Russia and the importance that the Russian Samizdat Movement had 
on your works? 

It was amaverick period. We described it in our early book Russian Samizdat 
Art that appeared in 1986, seven years after our departure from Russia. Not 
only literature had to live by self-publishing (samizdat in Russian), but art 
also survived in a similar manner. It was a self-motivated, self-sufficient 
force. Samizdat art represented probably the most symbiotic potpourri of 
art in the underground movement, sort of a hybrid of conceptualism, visual 
and concrete poetry, artists’ books, documentation of performances and 
installations. Supported by the unknown unity of cultural intelligentsia in 
the West, it continued to brew in the isolated, almost hermetic, vessel of 
Soviet Russia. Its constitution permitted almost everything de jure while 
almost everything was forbidden de facto. 

In this period, official exhibition of our artwork would have been 
impossible. Instead, we and other fellow-artists thrived on unofficial, 
usually group, exhibitions in our apartments. For some time we had a 
jour fix, a one-day-a-week open apartment for friends, who used to bring 
their friends and so on, thus keeping the chain unbroken. That was how 
self-preservation of the collective singularity common to the unofficial 
multiplex of Russian culture was built. In our own place, we held many 
readings of different poets, musical performances, and other noisy events 
like reading Rimma’s score-poems by five performers in a manner of 
madrigals. All this activity not only greatly disturbed our neighbors, 
but periodically attracted the attention of the police. Here, as a result of 
many gatherings with our friends, many subversive ideas were born: for 
example, preparation of the first magazine on contemporary Russian art 
A-Ya that was later published in Paris. 

When European art historians began to ‘infiltrate’ into Moscow art circles, we 
helped them to collect material for the first article on Moscow conceptualism 
for Flash Art magazine that created a link to the Eastern European Biennial 
in Venice in 1977. During this event, the international press picked up our 
performance Zoo (in which we were seated naked in a cage labeled “Homo 
Sapiens, group of mammals, male and female’) symbolizing Russian 
culture caged by the Soviet regime. As could be expected, this focal event 
created many problems for us with the authorities, therefore, after Rimma’s 
cubes were shown again at the next international Biennial in 1978, the time 
came to pack up our belongings. As a final touch, our seeing-off party was 
as merry and wild as that in Finnegan’s Wake. 


Do you still have a close circle of artist friends where you discuss and 
share opinions? Is that still important to you? 

In New York, our new circle of friends was built rather quickly. A happy 
coincidence brought Italian artist and visual poet Mirella Bentivoglio to 
New York at the same time as our arrival. (She was one of the curators of 
the Biennial 78; that is how we became acquainted.) She introduced us to 
several people; and that circle grew in a chain reaction. Probably due to 
the right chemistry, her friend Jean Brown, collector of Dada, Surrealism, 
and Fluxus, became also our dear friend for many years. And the same 
is true about Mirella herself. Naturally, there were plenty of discussions 
and exchange of opinion in the many-tongued art world of New York. Our 
relatively small conceptual objects characteristic of the Moscow period 
grew into big sculptural projects and even several murals. We remember the 
comments of one art critic who said that when he came to our Manhattan 
loft-garage on Spring Street he felt like Alice entering the hole and suddenly 
appearing in the midst of the spectacles and wonders of other dimension. 
On the other side, it seems that together with the creative freedom of the 
West we experienced some sort of regression into chaos, into the motley 
world of art. New York is a conglomerate of everything from everywhere, 
in which all is branded as normal, even the most abnormal. Here we 
encountered highly subjective individualism bordering on atavistic 
selfishness, psychological fragmentation and a variety of other short- 
circuits. In spite of the distinctiveness of each and every individual, most 
people repeated other’s opinions, under the guise of artistic liberty. In 
short, New York stimulated exteriorization of relationships at the expense 
of internal values. 

But stepping aside from the events and entering the world of creative ideas, 
the picture changes. Moving in space, from the East to the West, was a 
preamble for our moving in time, from youth to maturity. Both these shifts 
involve adjustment and lead to the so-called process of individuation that 
requires some ‘pruning’ of the environment: separation of the Chaff from 
the Wheat. People walk at their own speed, in cycles, usually ideas are not 
communicated at once, but by gradations. And one of those gradations 
was expressed in our switch to conceptual photography at the end of 


C BOCTOKa Ha 3allajl, ObWIO BCero JIMLIb NpeaMOyJIol K HallieMy Mepexojy BO 
BPeMeHH, OT MOJIOJOCTH K 3pesiocTUu. Bcé To TpeGoBasIO KOppeKTUpoBaHHsA U 
BeJIO K TaK Ha3bIBaeMOMY TIPOWeccy VHUBU Jy asIM3allv; a STO B CBOIO OUepe)ib 
BbI3bIBaJIO MOTPCOHOCTbh «YMCTKUM>, OTCJICHHA LieslyXH OT cCeMeHH. Bce Jos 
pa3BUBaloTCs C pa3HOl CKOPOCTbIO, Kak NpaBuJlo, 43MeCHEHMA MIpOuCXogAT He 
cpa3y, a NOcTyMaTesIbHO. OJHOM 43 TAKUX rpallallui Aisi HAC ABMJICA Nepexoy, 
K KOHUenTyasIbHbIM CboTorpadusM B KoHUe 80-x. A jad sTOrO TpeGoBasIacb 
apyras cpefla, Oolee yeqWHEéHHasd U Co3epuaTebHasd. B »xu3HH BCé WMeeT rly- 
OvHy, HW OHa HaXOJUTCA B HAC CaMHX, UM YTOObI B Heé 3arJIAHYTb, HY2KHa COCpe- 
JJOTOYCHHOCT HM He TOJIbKO OHa. Kak 0 Cl|eHapHio, »KW3Hb Mepes[BUHyJIa Hac 
v3 Hp10-Mopka B ero 3aropoyqHoe mpejiMecTée, Ou>Ke K Ipupoye. Y Hac MeHb- 
ule py3el, 3ATO BOKPyr OTHOCHTeJIbHOe CNOKOMCTBHe UM BO3MO%KHA OOsbWAA 
KOHUCHTpalua, Hy2KHad HaM B padore. 

Puma, Bac Npo3BasIn «TpéxMepHbIM» 109TOM. Kak BbI K 9TOMY OTHOCH- 
TeCb, HACKOJIBKO BaxKHa 11093H4 1A CO3{aHHA Balux doTorpadpun? 
Muorue KOHUenTbI B Hallux otorpacuax Oa3supyroTca Ha sTOM TpéxMepHont 
mlo93HH. Eé coyjep»kaHve OOIeyeHO 
B (pOpMy KyOHMKOB C TEKCTOM BHY- 
TPH WU CHapy2kU, COeqMHAA TAKUM 
06pa30M 9JIeEMeHTbI 093MM UM Xxy- 
WOXxecTBeHHOrO OObeKTa. COBHO 
MaTepWaJIM30BaHHble —-sATIOHCK He 
xalKy, KyOMKM TOBOpAT Ha sA3bIKe 
3aKOJ[MpOBaHHOM MpocToOTbl, rye 
MeTacbopwuecKad TOUHOCTb He 
IIPOTUBOPeYT UX MOIMBasIeHTHO- 
My UcToKOBaHutO. Ec OTKpbITb 
KpbILuky Ky6a, Ha KOTOPOM Hallvca- 
HO «MOA MbICJIb», KAKOB OyjleT OT- 
BeT Ha 9TOT BHYTPeHHUM BOMpoc? 
Ecam Puma cBobojHo padotasia CO CIOBECHBIMH KOHUenTaMu, Banepa Oomb- 
ule UHTepecoBasIM apxeTunMyueckue CpopMbI. YcsIOBHO TOBOps, OHA MOJIb30Ba- 
Jlach asireOpavyeCKUM MeTOJJOM KOHUelTyasiu3Ma, a OH TeoMeTpluecKuM. O6a 
9TV NOLXOfa NOCMY2*xVIM 6a3iCOM JIA Halle Cepuu Moj| HasBaHHeM «DoOTOrJIH- 
(pbr> (4TO OyKBasIbHO O3HaYaeT «pe3bOa CBETOM»: M1O-rpeyecKu «cpoc/oroc» 
ABJIACTCA MOpcpeMol CJIOBa «CBeT», a «riMcp» — 9TO «pe3b6a»). B sro cepuu 
MBI MCIOJIb30BaJIM B OCHOBHOM KpyIiHble MJlaHbl JIM C HaYepTaHHbIMM Ha HUX 
KpunrorpapvyecKUMM COBaMM WM plicyHKaMu. Ko>ka cJly2kKWla HaM Tepra- 
MeHTOM. «M30paHHble» 3 NIPMBbIYHOrO KHVDKHOFO JIMHeapHOrO KOHTeKCTa U 
llepeHecéHHble Ha JIMUO, CJIOBa HE TOIbKO OOpeTasiu UHy!O MeTacpopHyecky10 
cyOcTaHUMO, HO Vi BbIABJIAJIM CBOIO MOSTMYECKYIO MU MeTacpU3M4eCKY!O CyLI- 
HocTb. Copa oOpacramm Tesiom. B To xe BpeMsA Halll COOCTBEHHbIe MBICIIN 
CTaHOBWJIMCb BUJIMMbIMU, MOXKHO CKa3aTb Ha JIMIO. C MOMOLJbIO KOCHUCK MbI 
«YeTBEPTOBAIM» aHIIMMCKoe cy10B0 be-lie-ve (BepuTb) B IpsAMOM CMBICJIe CJIO- 
Ba Ha JIOOHOM MECTE, BbIWJICHMB TAKUM OOpa30M eFO CKPbITy!0 BHYTPU (paJIblilb 
(lie). Tak 2xe Kak B kyOuKax, B cbororpacbwueckuXx KOHenTax NOsBepraroTcs 
COMHEHHIO BO3MO2KHOCTH pa3yMa, eFO UCKJIOUMTeJIbHad NO3MUMA B CY2KeHuH, 
e©O NOJYCBeT H ero NOYTeHb. C NOMOMIbIO CJIOB MOXKHO NpUUTH K JOOOH MBIC- 
JIM, HO 9TO He O3HAYaeT, ITO OHA OyeT KOHEUHOM UcTMHOM: KO-HE-y Bcerya 
TAHET 3a COOOM HAYAIO YerO-TO HOBOTLO, CJIefOBATeJIbHO elé He KOHeY. Ec 
TpoavasM3HpoBaTh Cj1oBa cycpu Macrepa Xoypxu Hacpesyuna «A HuKorya He 
TOBOP!IO NpaBy{bI>, NOMyUaeTca, YTO OH TOBOPUT MpaBsy; HW 9TO NpoTUBOpeyT 
ero 3asBileHuio. A eCJIM ero CJIOBa JIOXKb — 3HAYMT OH TOBOPUT NpaBsy. 

Kak npowén mepexogx oT NepcbopMaHcHoro HCKyccTBa K «3aCTbIBIUMM 
nlepqdbopMaHcam»? 

B MoruBax HalllMx paHHUXx NepcbopMaHcos ObLIM CKpbITbI MHOrMe MUcposlorMye- 
CKMe XO/bI, KOTOPble HaM Mpef{CTOAJIO UCIbITATb B WeJIOCTHOM 2XU3HCHHO-TBOP- 
YyeCKOM KomruieKce. B HX MBI y>Ke CjjeasIM HAMeTKH JIA Halen Oypyuen «cho- 
TOMOPraHbI» ONTHYCCKUX WJWIO3MM, 3AKO/[MPOBaHHbIX CJIOB, 3HaKOB UM CHMBOJIOB. 
Bo3bMém, K lIpiMepy, Halll paHHuit nepcbopMauc-TpuntTux «Arua» (1977), KoTO- 
pbili pa3BuBaeTca B Tpéx cTauax. Heppaa cbororpacbua — 9TO MOHTAax: COrHy- 
TbIe B MO3HIMIO 3apOf{bINet, Hall C(PHrypbI BMOHTMpOBaHEl B Ba OOJILLIMX AMA. 
Ha ciey{yrolleM CHUMKe MBI pa30uBaeM 9TH Alia Ha CKOBOPOJKY, a Ha HOcueqJHeM 
MbI UX eM — Beyeps B TaliHe. DTOT NepcpopMaHC pa3BUBaeTCA KaK PUTOPHEJWIO 
B MY3bIKe OapOKKO, BO3Bpalladicb K TOMY >Ke, C YerO OH HayaT, HO yxe B Oollee 
BbICOKOM OKTaBe. Bcd akUMaA NOCTpoeHa Ha NpUHWMe OypoOopyca, 3MéA, KOTO- 
pbiit 3arylaTbIBaeT CBO COOCTBeEHHBbIM XBOCT MM TAKUM OOpa30M MOCTOAHHO IMTaeT 
YW BO3pOxaeT ceOa Yepe3 Camoro xe cea. Ilo3qHee Tema AVL, SMOPHOHOR, 2KepT- 
BeHHBIX 9JIEMCHTOB YaCTO NOBTOpAaCb B Hallux cbororpadusax. Mexyy HaLMu 
PaHHUMu HepdbopMakcamu u cbororpacdbusMu HeT pe3kol rpaHuubl. PazHuya B 
TOM, uTo B Mocxse y Hac Obi choTorpadbbl u 3puTesM, a cel4uac Mbl CHUMaeM 
Bcé CaMH Hi BlasieKe OT MyOsIMKU. Bu MOMeHT, KOr\a MbI OTOLJIV K CKyJIbIITYpaM 
YW HaOpasM HoBoe fbIxaHve. B yesIOM xe BCé, YTO MbI JjeyaJIM, Tora u ceityac, 
MO2XKHO OXapaKTePH30BaTb CTATMYHOM akUMel WIM HepcbopMaHCoM CO3HaHHA. 


MOS MbICSib 








the 80s. For that we needed another environment, a contemplative one. 
Things can have depth but that depth is within us, and its recovery needs 
concentration and much more. As usual, life was acting out the events in 
sequence, so we moved out of Manhattan to the country. We had fewer 
friends, but more silence and concentration conducive to our work. 


Rimma, you have been called a “three-dimensional”’ poet, how do you 
feel about this and how important is poetry in the creation of your 
photographs? 

Many concepts in our photography are rooted in that three-dimensional 
poetry. These poems are generally ‘clothed’ in small cubes, which have 
text inside or outside. Bearing the elements of poetry set up within the 
object of art, these cubes are like materialized haiku; they speak with 
the language of coded simplicity, where metaphorical clarity does not 
contradict the ambiguity. If one opens the cube with “My thought” on the 
lid, what would be the answer to its inward question? 






3TY MOW 
MbICAb? 


While Rimma was versatile predominantly with the word-concepts, 
Valeriy was at home with archetypal forms, as if she employed the 
algebraic method of conceptualism, while he preferred the geometrical 
one. Both these approaches constituted the basis for our photography. In 
our early series of Photoglyphs (which literally means “carving with light’, 
in Greek phos-, photos- denotes ‘light’ and glyphe stands for ‘carving’) 
we used mainly close-ups, with cryptographic words and drawings. 
They were made directly on the skin, like on a human parchment. We 
photographed the ‘chosen’ words without verbal context, inscribed on the 
faces. Extracting the metaphysical meaning from the traditional bookish 
environment, we placed it straight on the faces, moving it into, say, the 
realm of poetic truth. In that new organic environment, words appeared 
in the full body of their allusive meaning, not as faceless morphemes of 
the linear textual form. We gave them flesh. At the same time, our own 
thoughts became visible, recharged with the expression of the features 
of the faces. For example, we literally dissected the word ‘be-lie-ve’ on 
the forehead with the help of the braids. By demonstrating the treason 
of falsity, the word was forced to reveal its contradictory core. The 
same question of reliability of mind tested in the cubes appeared on our 
photographs. A lie can come in the form of a truth, and the truth can come 
in a form of a lie. Be-lie-ve it or not. By words, we can arrive anywhere, 
but it is not necessarily at the truth. For example, take the words of Mullah 
Nasredin, the Sufi master, who said: “I never tell the truth.” Try to grasp 
it. If this is true, it contradicts his statement. But if he lies, as he promises, 
it means he really is telling the truth. 





How did the transition from performance art to “still performances” 
happen? 

The motives of our early performances concealed in the mythological 
terms what we were supposed to experience later in our art-and-life 
complex. We were already involved in creating a blue print for our future 
photographs, that photomorgana of optical illusions and explorations 
by means of words, signs, and symbols. For example, our early still 
performance The Eggs, 1977, develops in three stages: the first one depicts 
two eggs with our bodies in the embryonic position inside them; then we 
are frying these eggs; and in the third picture we are eating these eggs as 
the self-sacrificial meal. Supper at last. This performance was enacted 
in a ritornello manner, seemingly returning to the initial state, but in the 
higher octave. It was like an ouroboros snake, eating its own tail, and 
thus recreating itself through its own known substance. Later the theme of 


Baum cbotorpacbun — Kak %KeM4yXKUHBI, KaxK]ad NOUCTHHE 4eM-TO YHH- 
KasIbHa. UTO OHM peasbHO O3HayaIOT JIA Bac? 

Takoe oOllyuieHHe, 4YTO BCE 9TO BPeMA MbI pa3BUBaIM CBOIO coTorpadu- 
YeCKyIO NOBECTb KaK CYTpy, B MpOWeccyayIbHOM pa3BepTbIBAaHUM KOTOpOM 
pa3Hble KOHUCNTbI HAHV3bIBaJIMCb Ha O/[HY HUTb Kak OyCHHbI B YETKAX (OyK- 
BaJIbHOe 3HAYeHVe CyTPbI Ha CaHCKPUTe U eCTb YéTKU). EcTb JOU, KOTOpbie 
JIyuWe NOHUMMaloT ceOsl B Mpolecce pa3BUTUA, BHYTpeHHero WM BHeLHero. B 
CBO€M MCKYCCTBE MbI IIbITaeMCaA KOCHYTbCA MCTOKOB 3HAHUA, KOTOPble MOK- 
HO MOSTHYECKM OXapakKTePW30BaTb Kak CBeETOBOe U3IyueHHe. Moxer Obits, 
BCe€ 9TH paOOTb! ABJIALOTCA yipaxkKHeHWAMU [Via yu. B HacTosjee BpeMaA 
COBPE€MEHHOE UCKYCCTBO OCOOEHHO COCpeOTOUCHO Ha OTPaxkKeHUM Tak Ha3bl- 
Ba€MbIX «J|CKOHCTPYKTUBHbIX PeaJIbHOCTel» UH MepBUYHbIX MHCTHHKTOB. Ko 
BCeMY IIPpOUeMy, 2KUTb 3a CUET MCKYCCTBA UM 2KUTb [WIA UCKYCCTBa — NOHATUA 
O¥UeHb pasHble. C MOMOLIbIO TBOPYECKOLO BOOOPa2xKeHUA BO3MOXKHO COMPUKOC- 
HOBEeHHE C OOsIee BLICOKUM MUPOM CO3HAHHA, KOTOPOe MOXKeT BECTH K IICHXO- 
JIOrM4ecKoOl PIyOvHe, HM eC/IM OHA OJIOKUPOBaHa KOH@JIMKTAaMH ©2Ke][HeEBHOTO 
ObITa, TO XOTA ObI K eé YaCTHYHOM pectaspayun. Uepe3 TBOpYecKMM UMITyJIbC 
BHEBPeMeHHad APXeCTUMMYECKad CYLHOCTb MpOABJIAeTCA BO BPCMCHHOCTH U 
HENOCTOAHCTBE 2KU3HU. TBopyecTBO CTHMYJIMpyeT MHTYUUMIO; UHTYHUMA xe, 
NlOJHUMasCh Haj] MHTEJWIEKTOM, MOXKET UMeTb LeJIMTeJIbHbIM Sc:pdexrT. 

Ewyé oJHMM cpescTBoM B paOoTe Hall cboTorpacbuaMu, KOTOPbIe BbI J1KOOe3HO 
Ha3bIBaeTe “KEMUYXXUHAMM», ABJIACTCA FOMOP; OH CO/[ep»xKUTCA BO MHOTHX Ha- 
wx KoHWenTax. TouKasd WIyTKa, CIOBeCHad WIM BU3YaJIbHad, MOXKET CNOCOO- 
CTBOBaTb pa3peLeHHIO KOH@JIMKTOB VM JIMMUTalit 2KW3HU, NOHO BCAKUX Ma- 
PaOKCasIbHbIX 3Mr3arOB U KOHTpoBepcuit. B KayecTBe NPOTUBOAUA TOM HEH3- 
Oe@XHOM HeNpUATHOM UCTMHe MbI UCHOsIb3yeM Urpy MapajlOKCOB: MLLeM «COOT- 
BepCTHe» B MpocTpaHcTBe M BpeMeHH MU «HCUaNIMA KpacoTbl> B exKe/HeBHOCTH, 
Tle FBarxk[bl [Ba OYEHb [axKe MOXET ObITb NATb. I< JI=FIVeE 


HecmoTpa Ha BH3YaJIbHY!0 CIOKHOCTE BalIHXx H300paxKeHHH, A WTA, 
4TO BbI He HCHOIb3yeTe WA*poBble MAHMNYIAWMM. Kak Ke BbI HX CHAMa- 
eTe H Co3q,aéTe? 

MbI ucriomb3yeM BbIO-KaMepy c HeraTuBoM 10x15 cM; ona jlaéT HaM OosbuMe 
BO3MO2KHOCTY [JI MHOPOKpaTHBIX 9KCNO3HUMH. CHayasia MbI OOBOUM Ha 3aj[HeM 
cTeKJle KaMepbl KOMMO3HUMI0 NepBOM 9KCHO3UIMH, a NOTOM Ha STOT 2ke HeraTuB 
CHUMaeM CJle/fyIOlly!o. ITO TpeOyeT AMCHMIMVIMHbI U KOHUeEHTpPaluv, TO}OOHO 
cTpevbOe v3 Jlyka. Crapaemca cboTorpac:pupoBaTb Kak MO>KHO OJIWDKe K Ne pBOHa- 
YaJIbHOMY KOHIJelITY, OBO TAKUM OOpa30M JO MMHUMyMa Maly JAMO TIpv 
nleyaTu, KaK Hallp¥Mep, KaypupoBaHue chotTorpaculi u peTylib JeTame. Xora 
cbororpacbun Oa3upyloTcs Ha CKeTYAaX, OHM Cj[eJIaHbI OHM YMIysIbcoM. Oriisa- 
[IbIBAACh Ha3ajj, MbI NOHMMaeM, TO BCe Halli yCWJIMA B MCKyCCTBe ObIIM Ciesa- 
HbI Kak ObI 6€3 yCvJIMa, CHOHTAHHO. B HacToOsee BPeMA MBI TeyaTaeM TOJIbKO 
C HeraTUBOB TpajMIMOHHbIM CHOCOOOM H UcnoIb3yeM PoTOLION riaBHbIM OOpa- 
30M JNA 1u3alina, BU3yaIbHOM 1093 MU BCAKUX TEXHMYECKUX NOMpaBOK CKaHOB. 
Bo3MOKHO, KOrja-HOy/{b UCMOJIL3YeM eFO VB XY/[O2KECTBEHHBIX LCJIAX. 

MbI lipegqnounTaeM He MCMOIb30BaTb ACCHCTEHTOB, HOCKOJIbBKY, KaK HaM Ka- 
2eTCA, Hallia padoTa JOJDKHa MpOTeKaTb Kak aJIXMMMYeCKUM Wpoyecc, 6e3 
cBUeTee U Oe3 BCAKOFO BJIMAHUA CO CTOpOHbI. Bo BpeMaA CbEMKH «Ha 3a- 
HeM (poHe» Bcerfa 3BYYUT My3blKa Mepvojla bapoKKo, B OCHOBHOM Bax. Io- 
OOHO My3bIKaJIbHO [paMaTu3al|Mu TEKCTOB B KaHTaTax, MbI /]paMaTu3upyeM 
Hall W)je Ha JIMLax C NOMOLIbIO cbororpadun. HacTosjuM xe CcbOHOM HaM 
CJy2KUT YEPHbIM OapxaT; yHOOHOe CpefCTBO JIA CO3aHHA CO3epLaTe/IbHOM 
aTmocdepbi c eé reorpacbv4uecKUM VM BpeMeHHbIM BakyyMoM. [ryOuHa 9TOo- 
ro 6e3{OHHOrO YépHOrO choHa MpefOTBpaljaeT BHey[peHue MycTOMOpoOx*kHEero 
ObITa Vl BbIe/IAeT CaMoe riaBHoe. Jia MHOrMx NOHATHE MyCTOTbI HENOCTIDKH- 
MO B cyeTe 2XH3HH. Mb! Ke Ha 9TO CMOTPUM M0-/JpyroMy: aOCOJLOTHAS MOJIHO- 
Ta H€ MOXeT ObITb AOCOJHOTHOH, ECJIM OHA HE BKJIEOUAeT B CeOs UM NyCTOTY. 
Bonoctt PuMMbI B BalliHx 1300paxKeHHAX HeEBePOATHO CHJIbHBIe, NOJMBA- 
JICHTHbIe MH MHOFO3HauNTeJIbHbIe. [louemy HMeHHO BOJIOCbI? 

Bomocbi — 9TO CaMbIii OpraHHUHbI MaTepvasl, KOTOpbIM HaxXOJUTCA TIpaAMo 
NO, pyKOu UM pacTéT Ha COOcTBeHHOU romoBe. Marepuan sToT yOOHbIM, M0- 
WaTNIMBbId U TOBOpUT CaM 3a CceOsA — 9TO JIYULad TKaHb Ha TWlaTbe. Bomocl 
He TOJIbKO CaMbIii HaTypaJIbHblii Hapa] “3 apXeTMMMYeCKOrO apceHalia, OHM 
OTHOCATCA K TOM Moje, KOTOpad HUKOTa He BbIXOJUT 43 MO[bI. OHM Cily>KaT 
HaM UW OpAMHapHoH Ofe2kou, U BllacdHVuUel Kak Mp NOKadHUMM; MBI Jjesaem 
W3 HUX OObEKTHI THNa Tpaasia WI BbEM JIMHeAapHble KOMNO3UUMM U3 KOCHYeK, 
Kak, HallpuMep, nosinyto cpurypy Esbi c s010KoM Ha rosioBe. [locKo/IbKy MbI 
padoraeM c KOHUenTaMu BHEBPeMeHHOLO NopsjiKa, MbI CJle/[yeM UX MpaBiiaM, 
KOTOpble TpeOy!0T MCNOIb30BaHUA TAKOFO Ke MUCoOMOruyecKOrO MaTepvasia 
YW MeTacbopwueckUX NpVHUVMOB NoYXoa. 

BaxkHO, UTO BOJIOKHUCTAA CTpyKTypa JIbHAHbIX BOJIOC NO3BOJINCT HaM CO3/\a- 
BaTb OOpa3bl MMHUMAJIbHOM TeJIeCHOCTH, (pPUKCUpys| BHAUMaHHe TlaBHbIM 06- 
pa3oM Ha MpwHunax co3HaHua. B Mupe ocs3aeMoro TpyHO HaliTH ajleKBaT- 
HOe BbIPaKeHHeE jl W30OpaxKeHUA HeOCA3aeMOCTH. B yWeNOM, SosIee TOHKOE 





embryos, eggs, and sacrificial elements reappeared in many new forms in 
our photography. There is no sharp border between the black-and-white 
photographs of our early performances and the later work. The difference 
is that then we had spectators and invited different photographers, now we 
shoot ourselves and out of the public view. There was a moment when we 
stopped (for sculptures) to regain new breath. However, our performances, 
then and now, are equally still performances. 


Your photographs are like gems—each one is really special, What do 
they really signify for you? 

It seems that during all those years we were developing our photographic 
discourse in a manner of a sutra. In a process of its own becoming it 
carries a conceptual thread and binds together photographic beads like a 
rosary (that is precisely the meaning of sutra in Sanskrit). Some people 
apprehend and observe themselves only in a constant flux of development 
be it an external or internal process. This work, before anything else, is 
a tapping the resources of knowledge that can possibly illuminate the 
inner points of contact. Perhaps it is a necessary exercise for the soul. The 
low key of modern art is that it draws attention mainly to deconstructive 
realities and primary instincts, feeding largely on the artist’s ego drives. 
To live for art and to live by art is quite a different thing. With the help 
of imagination, the journey to the intelligible world can restore what is 
broken by a distorted view of the bittersweet and conflict-ridden daily life. 
It can bring the archetypes into time. It can evoke intuition. Intuition, if 
raised above intellect, brings a holistic effect. 

One of the important devices for creating these, as you called them, ‘gems’ is 
hidden in the element of humor, which accompanies many of our concepts. 
A subtle joke—verbal or visual— might help resolve the paradoxes hidden 
behind the limitations of life. Indeed, human life is full of zigzags, often 
conforming to one another through series of contradictions. To counterpoise 
this truth, we try to unite essence with nonsense with the help of the sense. 


Despite the fact that your images are visually very sophisticated, I 
have read that you do not use digital manipulation. How do you shoot 
and create them? 

We use a 4x5” view camera that gives us many opportunities for multiple 
exposures. We make a drawing of the first exposure on the ground glass 
and expose the second image on the same negative with the maximum 
of precision. The process requires certain discipline and concentration 
that can be compared to archery. Trying to shoot the image as closely as 
possible to our idea, we minimize the necessity for cropping, retouching 
and manipulating during the printing process. The photographs are based 
on the sketches and yet, they are done on impulse. Looking back we 
understand that our life-long efforts in art in general and photography 
in particular were rather spontaneous and to a certain degree effortless. 
For the time being, we make only C-prints and use Photoshop mainly for 
design, visual poetry and technical adjustments of the scans. One day we 
might use it for the creative purpose as well. 

We do not like to use assistants because we have a feeling that our work 
proceeds like an alchemical process without witnesses and without an 
external influence. Baroque music, most often J.S.Bach, is on in the 
background as we work. It helps us to set up our ideas on our faces like 
a lyric drama or sermons set to music. In terms of a real background, 
we prefer black velvet that is well suited to creating the scenes of 
contemplative vacancy and uncertainty of geographical location and 
timing. Such colorless, bottomless blackness lifts the scene away from 
the world’s treadmill, retaining only the essential. For many people the 
background nothingness is inconceivable. We see it in a different way: 
genuine fullness cannot be full unless it includes emptiness as well. 


Rimma’s hair is incredibly powerful, polyvalent and significant in 
your images. Why the hair above everything else? 

Hair is the most organic material that happens to be near at hand (and 
on the head). In technical terms, it is a convenient, compact, and self- 
sufficient way to create a woman’s outfit. It is the most natural outfit, the 
most archetypal fashion that never goes out of fashion. It serves us both 
as a pseudo-garment and as a haircloth for penitence, all at once. We make 
objects out of it like the Grail and weave linear drawings of the braids like 
a full figure of Eve. Since we have an inclination to work with atemporal 
ideas, we have to follow their rules, which demand similar mythological 
and metaphorical forms for their manifestation. 

The most important thing is that the filamentous structure of flaxen hair 
permits us to create the minimum of corporeal density, thus exalting, to 
a certain extent, the principle of consciousness. It is difficult to find an 


MbILUICHHe JOJLKHO NIPUTATHBaTb COOTBETCTBEHHOE EMY YTOHYEHHOE 9CTeETH- 
yeckoe BuyjeHve. B oToM cylyyae SCTeTHYeCKUM MOWCK (a 9CTeTHKa M10-rpe- 
YeCKU — 9TO «BOCIIpUATHe») OObACHAeT MHOroe. B KyJIbTyPHO-pesIMrvO3HO 
lIpakTuKe UCKyCCTBa NpOWWIOrO CO3H/aTesIbHad CTOpOHa CyLeCTBOBaHUA 
nlepejjaBaslacb C NOMOLIbIO W300paxkKeHHA pa3ssIMYHbIX TaPMOHMYHBIX KayecTB, 
Kora (bu3H4ecKad BHELUHOCTh He NpeBasIMpoBalia Haj| MeTacpUu3sH4eCcKON CyUI- 
HOcTIO. 3a CoKpaToM OcTaJIOCb, YTO OH MOJIMJICH, YTOObI eMy Oblla NOCMaHa 
BHYTPeCHHAA KpacoTa /YLUM MU YTOObI BHYTpeHHee COBMas\asIO C BHELUHMM. 
Bepére 11M BbI OObeEKTHI HM CHMBOJIBI, KOTOpPble HCHOIb3yeTe B H300paxe- 
HUAX, 13 HEKOeTO HKOHOFpac:pu4ecKOro HCTOYHHKA, JIM00 OHM pox alor- 
Ca Balle COOCTBEHHOM YYBCTBEHHOCTHIO H BHYTPeHHHM MUpoM? 
Hapepuoe, 43 060uX STUX MCTOUHUKOB. XOTA OHM pa3Hble, HO B UCKYCCTBe OHM 
He TOJIbKO MeperieTeHbI, HO 4 cbopMupytoT Apyr ypyra. B oObeKTUBHOM CMBIC- 
Je WeENOCTHAA MaTpUa 2KV3HV BKIOUaeT B CeOA BCE «BbIKPOMKM» MH)IMBU)LY alIb- 
HBIX ONOrpacbun. TloKa uenoBeK CNOCOOeH COXpaHATL CNOCOOHOCTE K JIErKOCTU 
YU MO/{esIMpOBaHHO Mpa Yepe3 MeTacbopvueckyto0 Urpy, OH MOXeT MpocsexkH- 
BaTb B Heli pasHooOpa3Hble 3aKOHbI NpUposbl U cosHanusa. Ilo Kakol-To HeBe- 
JOMOM yCTaHOBKe 9TH 3aKOHbI HepefaloTCA Yepe3 TBOPYECTBO NOAXOMALAUX [LA 
9TOrO MHAMBYyyMoB. Kaxkjbli 13 HUX MCMOb3yeT CBOM COOCTBEHHBIM A3bIK, 
CBOMCTBEHHbIM CBOeMy BPeMeHH VM MeCTY, BHOCA CBOIO COOCTBeEHHY10 OPHTMHaJIb- 
HOCTb MU TBOPYECKY!I0 CHJly B STO MHOrOOOpa3HOEe TOJIKOBaHHe O/{HOTO Ul TOTO 2Ke 
NPWHUMNa 2KV3HU C eé KapfMHaJIbHbIMU KOHIenTaMv BpeMeHH VU OBITHA. 

B cyObeKTMBHOM OTHOLICHHM MHOrve XyJO2XHUKU TbITaIMCbh BbIpa3Tb MU- 
cbosloruyeckue XObI, NOJIb3yYACb pa3HbIMU CpesCTBaMU. B 9TOM MBI He Oj{U- 
HOKU. Hukoro He yAMBUT VM Takada MBICJIb, YTO C NOMOLIbIO UCKYCCTBA MOXKHO 
llepecekaTbca C BbICOKOM cbopMol 3HaHud. B CcOBpeMeHHbIX YCJIOBUAX rpa- 
HUUbI Mex ly UCKYCCTBOM UM JpPyrMMV BUaMM BbIpaxXeHA He TOJIbKO CONpU- 
KaCalOTCA, HO BECbMa pa3MBITHI, B3ATb, K IpHMepy, BHe/,peHve B UCKYCCTBO 
cpusocodbun, NCMXOJIOrUN, My3bIKU UW paMbl. CurHasibHble KO}{bI IPUposbl 3a- 
BYaJIMpOBaHbI Be3je HW BO BCEM. Mb! mpocTo MbiraeMcs NPUHUMaTb UX Ha CBO- 
UX BOJIHAX U KPUCTaJWIM30BaTb UX Yepe3 CBOE UckyccTBO. Tepes TBOpYecTBO 
B I[@JIOM CaKpaJIbHble 9JIEMCHTbI MOrYT BXOJMTb B @XKEJHEBHY!1O J[eHCTBUTECJIb- 
HOCTb H M10 BO3MOXHOCTH BJIMATL Ha 3puTesiei. 

Ec 2ke TOBOPUTb OosIee KOHKPeTHO, Mbl UCMOJIb3yeM MeTacpopHueckHe KOH- 
UeNTbl, KOTOPbIe 10 CYLHOCTH CBA3aHbI C TaK Ha3bIBAeMbIM TPOLWeCCOM MHIMBH- 
HyaM3aljuu. ITU KOHUeNThI MpOPWIbTPOBaHb! Yepe3 Hallie CO3HaHHe, YYBCTBA 
VW HaLy 2XU3Hb B LeJIOM; VB pe3yJIbTaTe OTPaxKeHbI B Hallux coTorpacuax. Mp1 
UIpaeM POllb SKCIIepMMeHTaTOpa UV ero SKCIEPUMeHTa OJHOBPeMEHHO, Ife Halla 
coOcTBeHHad Cy/{bOa ABJIAeTCA U CPOpMON, HM CpejICTBOM BbIPaxeHHA. B KaKOM-TO 
CTeMeHH 9TO MOXKHO CpaBHUTb C MCTO/IOM XHMMKa JIM CKOpee aJIXUMUKa, KOTO- 
bili [Jd CBOCTO 9KCIEPUMeHTA UCHOIL3YeT PaCTBOPbI U COcy/IbI: B cboTorpacbuu 
Halle MbILIWIeHWe CJly2KUT HaM paCcTBOpOM, a JIMA ABJIAIOTCA COCyaMH. 

Kak nmpoxojmT BBICcTaBKa B rasiepee JIu3b1 CetTn? 

Becbma ycilewiHo. SaromoBoK OHO CTaTbH OTpaxkaeT CUMOM03 BbICTAaB- 
JIGHHbIX padoT u ranepeu: «Mona JIu3a Certu, unm Pemasa Koy fa Bunun». 
JIu3a Cerru oOsafaeT rapMOHWYHBIM CKJIaJjOM XapakTepa, B KOTOPOM rosloBa, 
cepyue U pyKku padoraror B yHucou. Bceryja NpusATHO UMeTb JfeJIO C XOPOLIO 
OpraHH30BaHHbIMH JIOJIbMU. 

KakosbI Bali 1poeKTbI Ha Oyyuee? 

MbI paOorTaem Hall cepvieli, KOTOpad COe/IUHAeT Halle C(hororpacbuyeckoe UcKyc- 
CTBO CO CKyJIbITYpaMH, pacluupasd cbopMy UM 3HaueHHe chororpachun jo TpéxMep- 
HOO OObeKTA. J] STOFO MBI UCHOb3yeM MeTAaJWIMYeCKHe peIbe*bl, BbIPe3KU 
VW pa3Hyto Jpyry!o TeXHUKy. Takoe OMLyljeHve, YTO B HaLMX COBPeMeHHBIX pa- 
OoTax NO-pexHeMy IIpUcyTCTByeT TeHb HallierO KOHUCNTyaIbHOrO MpOLWIOro, 
jla2Ke B CAMOM TIpsMOM CMbIcJie 9Toro CloBa. HefaBHad peTpocneKTuBa UCTOpuu 
pycckoro uckKyccTBa B My3ee ['yrreHxalima B Hp10-opKe B 9TOM royy OyjeT 
ml0Ka3aHa B ero cpuiMasie B butbGao B Mcnanun. B sty BbICTaBKYy BKJIFOUGH Halll 
paHHW KOHUeNTY aJIbHbIM OObEKT «Kamu». M1 Ha camo jlesie, Poccua octaeTca 
VW HallIMM KpaeyroJIbHbIM KaMHeM VM KaMHeM IIpeTKHOBeEHMA O/[HOBPeMeHHO. 

Ho HanOolee BaxkKHbIe U3MCHEHVA NPOUCXOYAT B CAMOM TBOPYECTBE, KOTOpoe 
HpogoswkKaeT OOLELMHATS ChakTb! UV cpaoyVIbI Hallet 2XW3HU. OMMH Halll 3HaKO- 
MbIM XYOXKHUK OXapakTepv30BaI NOCNeFHUM UMKI Hallux cboTrorpacul Kak 
«WJJIEOCTPUpOBaHHbI MaHYCKPMNT HeEM3BeCTHOTO MpoucxoxpeHHa». VW Ha ca- 
MOM [leJle, Mbl HauaJIM (PUKCUpoOBaTb Halli cboTorpaduyeckue OMbITI B CbOpMy 
MaHYCKpHNTa, UCTOJIKOBbIBAaA UX B IMTepaTypHO-c:pusIOCcO*PCKOM Make, CileyyA 
NIpHHyunaM repMeHeBTuku. Hata kHura «PoTorsmMcpoB» Obuia BbITyujeHa HoBo- 
OpJIeaHCKUM My3€eM y2Ke HECKOJIbKO JIeT Ha3aj]; TeMepb MbI paSoTaeM Hajl HOBO 
KHUrol Noy aOcypyHbIM Ha3BaHvem «Perhappiness», uro v1 oTpaxaeT eé cojep- 
2KaHVe. ITO HOBOE CIOBOOOpa30BaHHe ABJIAeTCA TUOpUIOM perhaps (COMHeHVe U 
OJIHOBPEMeHHO BO3MOXHOCTE) U happiness (cuactbe). Hawa co6cTBeHHad On0- 
rpacbusd pa3BépTbIBaeTCA Yepe3 UCKYCCTBO; M BO3MOXHO, UTO OTPaxkéHHbIi B Hel 
9cTeTHYeCKMM NOUCK, NCUXOOrMYecKasd paMaTV3al|VA VW UX aHaJIMTMUYeCKMM CH- 
HONCHC MOLyT NOCIY2XUTb OKVBIIALOLUUM (pakTOPOM Tak>xKe U JVs ]PyrUx. 





adequate expression in a tangible form, which can show an intangible 
substance. Overall, subtle thoughts have a tendency to attract a correspon- 
dingly less-dense vision of the human figure. In that respect, the aesthetic 
quest (and what is aesthetic —in Greek, a sense of perception) adds more 
to that idea. In the cultural and religious feelings that characterized the 
early arts, the benevolent side of reality was shown under the aspect of 
harmonious qualities in which physical appearance was not supposed to 
overshadow the metaphysical aspect. Socrates is credited with the prayer 
to give him beauty in the inward soul, and to grant him that the outer and 
inner aspects of man be at one. 


Are the objects and symbols you use in your images taken from a 
specific iconographic source or do they come from your own personal 
sensibility and inner world? 

Probably from both these sources. Though different in regards to their 
substance, in the arts these two worlds are nevertheless molded from 
each other. On the objective side, a universal novel contains the templates 
for all human destinies. As long as man is sensitive to the metaphoric 
games that propose participation in the universal, it is possible to trace in 
them the law of regularity in nature. It always speaks through the voices 
of suitable individuals, by some hidden dispensation of things. Each of 
these creative people uses the language peculiar to his time and location, 
bringing his own distinctiveness and force into the reiteration of the main 
theme. That is to say, the main theme of the life-time concept is constantly 
repeated in each generation. 

On the subjective side, many artists try to grasp mythological patterns 
with the help of images and concepts. In that, we are not alone. It would 
not be a novelty if we say that the high level of information storage can 
be reached through art, especially now, when the boundaries between 
the arts and other forms of expressions (such as philosophy, psychology, 
music, drama, etc.) are often transgressed if not broken down. Obscure 
messages of nature are scattered here and there. We just try to pick them 
up and shape them through our art. Via the artwork, the sacred can enter 
the matter-of-fact world and hopefully influence the spectator. 

To be a little bit more precise, we use certain metaphorical concepts 
ascribed to the process of individuation; they became sifted thought our 
consciousness, feelings and our life in general, and that is reflected in our 
photographs. More than this, our role as observers is extended into the 
strange state of being the observatory itself where our own destiny is both 
the method and the point of attention. It is, so to speak, the method of 
a chemist who employs tinctures and flasks for his experiment; and in the 
same way we use our minds as solutions and our faces as vessels. 


How is your exhibition at the Lisa Sette Gallery going? 

It is very well received. The title of one review gives a rather symbiotic 
picture: Mona Lisa Sette. Cracking the da Vinci Code. Lisa is one of those 
individuals whose qualities of head, heart and hands act in harmony. It is 
always refreshing to deal with well-organized people. 


What are your projects for the future? 

The coming series of work is reuniting photographic and sculptural 
elements. We are extending the form and the meaning of photography 
into the 3D world of objects using metal reliefs, cut-outs, and other 
techniques. The shadow of our conceptual work is still present behind our 
new projects, even on the practical side. The recent retrospective of the 
history of Russian art at the Guggenheim Museum is going to be reopened 
in its branch in Bilbao in Spain this year. Our early conceptual work 
Stones is included in this show thus reminding us that Mother Russia is 
simultaneously our stepping-stone and stumbling block. 

But things that are more important happen on the creative side, which 
unites facts and fables. One of our friends said that our photographs remind 
him of illuminated manuscripts of indeterminate origin. And indeed, we 
began to turn them into a manuscript, extending our photography into 
literature. No art is safe from hermeneutics. Having so many photographic 
concepts that are not issued, we are creating for them a ‘paperback’ shelter. 
The book of Photoglyphs was printed several years ago; now we are 
working on the book of Perhappiness, in which ‘perhaps’ and ‘happiness’ 
are entwined in the pictorial process. Our own unfolding biography can 
come to completion only through our art. Perhaps its aesthetical quest, 
psychological dramatization and their analytical synopsis may somehow 
rejuvenate others, too. 
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